Challenges of New Technologies on the Animation and Film Industry: The Case of Singapore by Wong, Caroline & Matthews, Judith
 1
This is the author-manuscript version of this work - accessed from   
http://eprints.qut.edu.au 
 
Wong, Caroline and Matthews, Judith H. (2007) Challenges of New Technologies on 
the Animation and Film Industry: The Case of Singapore. In Radnor, Zoe and Thomas, 
Howard and Cartwright, Susan, Eds. Proceedings 2007 Conference British Academy of 
Management – Management Research, Education and Business Success: Is the Future 
as Clear as the Past?, pages pp. 1-36, Warwick, United Kingdom. 
 
Copyright 2007 (The authors) 
 
Challenges of New Technologies on the Film and Animation industry – The Case of 
Singapore 
 
 
Caroline Wong 
Australian National University 
College of Business and Economics 
Sir Roland Wilson Building 
120 McCoy Circuit 
ACTON 0200 
ACT, Canberra 
Australia 
Email: caroline.wong@anu.edu.au 
 
 
Judy Matthews 
Queensland University of Technology 
School of Management 
Gardens Point Campus,  
Brisbane, Queensland 4001 
Australia 
Email:jh.matthews@qut.edu.au 
 
Track: Cultural and Creative Industries 
Word Count (excluding references): 6946 
 
 
 
 
 
 
 
 
 2
 
 
 
 
 
 
 
 
 
 
Challenges of New Technologies on the Film and Animation industry – the Case of 
Singapore 
 
 
Summary  
 
 
The rapid advance of digital technologies and globalisation of networks have 
made cultural products such as art, fashion, music and film one of the fastest growing 
sectors in the world. For the film industry, the changing technological environment 
requires production houses to constantly re-invent themselves in order to survive and 
prosper. To stay ahead of competition, there is a need for production houses to look at 
organizational change and to develop those competencies (such as experience, reputation 
and creativity) that are significant for survival in the industry (Zack, 1999).   
The objective of this research is to examine the types and forms of competencies that 
enable production houses in the film industry to stay competitive in the contemporary 
knowledge-based economy in the light of technological advancement made in the film 
and animation industry. 
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The Global Film Industry 
 
The growth of cultural consumption in the area of art, fashion, music, film and 
its related industries has become more visible (Zukin 1995: 1-2) in recent years as these 
cultural products sectors are estimated to grow on average by 10 per cent a year 
(UNCTAD, 2004). World trade in these cultural products quadrupled from US$95 
billion in 1980 to more than US$380 billion in 1998 (UNCTAD, 2004).  
   
The emerging importance of cultural industries (subsequently known as 
‘creative industries’ as they form the commercial applications of creativity” [Hartley, 
2005: 18]) is most evident in the Asia-Pacific countries where the rise in production and 
consumption of Asian cultural products is evidenced in the emergence and size of the 
film and animation industries such as Bollywood, the Hong Kong and South Korean 
film industries, Japanese manga and anime productions, the animation and digital media 
industry (Kong, 2005).  
 
A vibrant film industry contributes to the economic as well as cultural 
development of a country. These ranges from employment prospects, preservation of a 
nation’s culture and its major influence on what citizens know, believe, think and feel 
(UNDP, 2004).  The worldwide film industry is big in terms of real monetary and trade 
earnings. In the US, the film industry generated US$340 billion in the 90’s and in 
Canada, the total production activity for the film and video sector in 2003 was CA$5 
billion (Trinidad and Tobago Film Industry Final Report, 2005). In the same year, 
motion picture and video production, distribution and postproduction in Canada had an 
annual growth of 8.5%, which represents the second fastest growth of all industries 
(Trinidad and Tobago Film Industry Final Report, 2005). The film industry in UK has 
been identified as a significant contributor to the UK economy (DCMS, 1998). 
Hollywood reaches 2.6 billion people around the world while Bollywood1 has an 
outreach of 3.6 billion people (UNDP, 2004).  
 
Many developed countries including Australia (PMSEIC, 2000), New Zealand  
(NZ Film Commission website), Canada (National Film Board of Canada Website),   
Ireland (Final Report of the Film Industry Strategic Review Group, August 1999) and in 
recent times Trinidad and Tobago (Trinidad and Tobago Film Industry Final Report, 
2005) have formulated strategic plans2 for a local film industry by recognizing the 
significant contributions that a viable film industry can bring to the country.  
                                                 
1 India's film industry is mostly concentrated in Bombay, and is commonly referred to as "Bollywood" as 
an amalgamation of Bombay and Hollywood (Source: http://en.wikipedia.org/wiki/Film_industry). 
2 The reports include: Innovation in Australia Film Industry, 2000, NZ Film Commission 2004-2007 
Strategic Plan, National Film Board of Canada: Strategic Plan 2002 – 2006, The Strategic Development 
of the Irish Film and TV Industry, 2000 – 2010 and the Strategic Plan for the Film Industry of Trinidad 
and Tobago Final Report 2005.  
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Digitalization and the Global Film Industry 
 
The film industry has been defined as typical of the 'intangible', information-
intensive growth sectors deemed to characterize the contemporary 'knowledge' or 
'network' society (Castells, 1996). The rapid advance of digital technologies and the 
globalization of networks have made these information-based products one of the fastest 
growing in the world (Pratt, 1998). 
 
The term ‘production house’ or ‘production company’ is commonly used to 
denote a firm in the film industry. Production houses in the film industry compete in a 
complex and challenging context in the 21st century that is being transformed by 
technological development, increasingly rapid diffusion of new technology and the 
development and use of knowledge (Hitt, Keats, & DeMarie, 1998).  For instance, 
digital technology and computer-generated imaging (CGI) are rapidly making inroads 
and are expected to transform the industry.  
 
The introduction of digital technology not only transforms the tools of 
production, but also merged processes and created new hybrid forms where interactivity 
with the moving image delivers new audio visual experiences (Aiskett et al., 1997). For 
example, the gradual shift from traditional 35mm film stock to high definition (HD) is 
already bringing significant benefits to filmmakers including potential cost and time 
savings, higher project completion rates, faster processing times and easier 
manipulation of content, the potential for interactive narrative, greater resistance of 
digital media to degradation, better quality images, and new delivery possibilities 
(Department of Canadian Heritage Website). Digital technology also makes it possible 
to distribute movies to theatres through the use of satellites or fibre-optic cables such 
that the costly process of producing and distributing bulky films will be sharply reduced 
(U.S. Department of Labor: Bureau of Labor Statistics). 
 
The realisation that introduction of digital technology has had a significant 
impact on teams working in the film and TV production was revealed in a study 
conducted by the Australian Film, Television and Radio School (AFTRS) in 1997( 
Aisbett et al.,1997) entitled “Talking Digital: Impact of Digital Technology on Film and 
Television Creative Teams”. In the United Kingdom (UK), the pace and impact of 
digital technology on film making and film distribution has also led to a series of 
meetings staged in 1999 by the Department for Culture, Media and Sport (DCMS) and 
the Department of Trade and Industry (DTI) to focus on the industrial and creative 
implications of these developments. And that has culminated in the Screen Digest 
Report (2002) on the implications of digital technology for the film industry conducted 
by the Creative Industries Division of the DCMS.  
 
 
The Singapore Film Industry 
Singapore had a ‘golden age of cinema’ in the 50s and 60s especially in Malay 
films (Uhde et al., 2000). The period after Singapore’s independence in 1965 saw a 
decline in film production as the government concentrated on economic development.  
Singapore was probably the only country in South-east Asia without a filmmaking 
industry of its own in the 70s and the 80s. In the 90s, an unprecedented growth in 
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cinemas in the form of multiplexes and the establishment of Picture House (a cinema 
that screens art house movies) to provide a mix of art house and commercial movies 
made it feasible for the establishment of a domestic film production industry (Uhde & 
Uhde, 2000). Hence in the 1990s, government’s efforts to expand the services sector 
included identifying filmmaking as a service industry and a potential economic growth 
area.  
The Singapore Film Commission (SFC), a government agency was set up in 
April 1998 in response to the rapidly growing film industry in Singapore and was a 
signal that the government is serious about developing a national film industry. In 2003, 
the Media Development Authority (MDA) was formed with the merger of the 
Singapore Broadcasting Authority, the Films and Publications Department and the 
Singapore Film Commission (SFC) to develop Singapore into a vibrant global media 
city as well as a creative economy and a connected society.  The MDA has set aside 
S$25 million for film development in Singapore to help the local film industry to grow 
and is targeting about 15 to 20 locally produced films annually (Singapore Film 
Commission e-Bulletin, 2003).  
MDA together with the Infocomm Development Authority of Singapore (IDA) 
are also taking the lead to develop the animation industry as experts predict that the 
burgeoning digital content business industry will grow at 6.3 per cent and global 
spending will go up to S$2.9 trillion (US$1.7 trillion) by 2008 (EDB, Singapore 
Investment News, Jan 2006). The Asia-Pacific market is fast catching up with a 
compound annual growth rate of 9.8 per cent, and it’s expected to be worth S$616.1 
billion (US$366 billion) by 2008 (EDB, Singapore Investment News, Jan 2006). 
  
 For instance, the establishment of Lucas Film Animation Singapore since 2004 
is not only a great boost to the local digital animation sector but will help to raise 
Singapore's profile as a digital media hub in the global arena. The studio in Singapore is 
Lucasfilm (USA)'s first outside of California and Singapore's first digital animation 
studio by a well known animation company. Singapore's ambition is to become one of 
the world's greatest digital commerce centres and in the process to nurture Singapore as 
a creative centre. The significance of this sector is further emphasized by the newly- 
formed National Research Foundation, which has identified the interactive and digital 
media as an area of growth and one in which Singapore can develop a competitive 
advantage (Channel News Asia Report, 17 January 2006).With its strong info-
communication infrastructure, established legal system for intellectual property 
protection, strategic geographical location and home to a melting pot of highly skilled 
professionals, Singapore is well positioned to be a major player in this industry. 
 
Purpose of Research 
Singapore makes for a significant case study because its status as an intelligent 
city3 (IDA Press Release, 1999) and the world’s most networked-ready country (World 
Economic Forum Global Information Technology Report, 2004-2005)4 provides 
                                                 
3 The World Teleport Association named Singapore the 1999 Intelligent City of the Year. The World 
Teleport Association is a non-profit, non-political trade association of teleports and their development 
partners in over 20 nations around the world.  
4 The Report uses the Networked Readiness Index (NRI) to measure the degree of preparation of a nation 
or community to participate in and benefit from ICT developments 
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valuable insight into how public policies have successfully negotiated the current global 
network economy to suit economic changes. As Singapore negotiates and transits from 
a knowledge-based city to a creative economy, this calls for a paradigm shift for a city-
state with an image of conservative ideology and strict censorship to a free-spirited 
dynamic creative hub in the making.  
Historically, technocrats and economists planned the industrial restructuring of 
the economy and socially engineered it to suit economic needs and global challenges. 
The convergence of the cultural industries with the economic sphere in the creative 
economy, calls for a remaking of Singapore whereby resources, in particular human 
resources will be evaluated and ‘engineered’ to create the desired economic outcomes.  
In recent years, efforts were made by Singapore to tap the economic aspects of culture 
which has become the “primacy of the state’s agenda” (Kong, 2000: 419) for the arts 
and creative industries.  
The emphasis is on forging an environment that is conducive to innovations, new 
discoveries and the creation of new knowledge and one that harnesses the intangibles 
such as ideas, knowledge and expertise to add and create new value in the light of the 
knowledge-based economy (Ministry of the Arts and Information, Renaissance City 
Report, 2000). Hence in the 1990s, the services sector has gained significance and 
filmmaking has been identified by as a potential economic growth area.  
The film industry is chosen as a microcosm level of analysis to examine the 
creative economy as the latest phase in Singapore’s economic development and also 
because in recent times, the advent of new technologies such as high definition (HD) 
and digital production and new distribution channels are making impact on the film 
business and its value chains (Gross & Ward, 2004) worldwide. Such a development 
ties in with Singapore’s current digital economy as it uses technology and information 
to navigate and mediate its people, resources and capital (Yue, 2006).  
 
The significant relationship between technology and competencies has been noted 
by Tushman and Anderson (1986) who argue that “major technological shifts can be 
classified as competence destroying or competence-enhancing, because they either 
destroy or enhance the competence of existing firms in an industry” (p.442).  Lundvall 
(2004) supports the same line of argument by stating that ‘introducing advanced 
technologies can only take place successfully when it is accompanied by organizational 
change and competence-building among employees’ (2004 : Abstract of paper).  
 
While there has been studies carried out by Australia and UK on the impact of 
technological change on the film and TV industry, the focus is on a very different level. 
The Australian study provided a snapshot of the issues facing those working in film and 
TV production during a period of rapid technological change focusing on the impact of 
technological change on the creative teams. The UK study has a broader industry and 
policy focus relating to issues and opportunities in the film industry supply chain such 
as producers, distributors and exhibitors arising form the increasing use of digital 
technologies. In many ways, the conclusions of the above two studies are somewhat 
speculative because in the late 1990s, the industry major players are only starting to 
confront these areas.  
For the film industry, the changing technological environment requires 
production houses to constantly re-invent themselves in order to survive and prosper. To 
stay ahead of competition, production houses need to develop competencies that are 
significant for survival in this industry (Zack, 1999).  To understand how production 
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houses are organized to meet such challenges, there is a need to examine those 
competencies that are critical for success within the milieu of the film industry.  
Caves (2000), Miller and Shamsie (1996) have researched extensively on the 
unique characteristics and particular skills that represent the film industry. For instance, 
the film industry is subjected to such extreme uncertainty or ‘nobody knows’ (Caves, 
2000) property and where knowledge-based resources often take the form of motley 
crew (Caves, 2000)5 and particular skills such as technical, creative and collaborative 
ones (Miller and Shamsie, 1996). Often these resources are difficult for firms to 
manipulate.  However, there has been little study done to identify specific competencies 
that may be particularly effective for practitioners in the film industry under certain 
contexts like the advent of digital technology in the industry. 
Hence, the objective of this research is to examine the types and forms of 
competencies that enable production houses in the film industry to stay competitive in 
the contemporary knowledge-based economy in the light of technological advancement 
made in the film and animation industry. 
 
This study seeks to contribute to a growing knowledge of the resurging yet 
fragmented film and animation industry in Singapore. Although there is much written 
about the historical development of films and cinema in Singapore (Uhde & Uhde, 
2000; Millet, 2006), there is not much discussion and study given to the organization 
and management side of such firms in Singapore. Currently, there is the general lack of 
substantive industry data to provide a reference framework for the observations arising 
from this type of research. This is due mainly to the fact that the film industry has only 
re-emerged in recent times and the animation industry is an emerging, immature sector 
marked by rapid changes in business models and industry volatility. There is therefore a 
lack of consistent data about firm performance and industry characteristics over time.  
Moreover, the advent of digital technology on the film industry ties in with Singapore’s 
current digital economy as it uses technology and information to navigate and mediate 
its people, resources and capital (Yue, 2006).  
 
Theoretical Framework 
 
This study draws upon three different types of literatures namely the resource-
based view, dynamic capabilities perspective, and knowledge-based view to illuminate 
the types of competencies and capabilities that enable production houses in the film 
industry to compete in the contemporary economy. This is examined in the light of the 
unique properties and characteristics that underpin the organization of production 
houses (such as uncertainty, motley and diverse skills) which distinguish the film 
industry from other economic sectors. It has been argued that knowledge-based 
competencies (like those found in the film and animation industry) are likely to 
contribute most in uncertain, changing and unpredictable environment (Miller and 
Shamsie,1996) marked by advancement made in technological development such as 
digital technologies.  Hence the notion of resources or competencies seems to be a 
natural starting point of discussion for this research.  
                                                 
5 Many creative products require a diverse crew of skilled practitioners, where each of them must meet 
some threshold level of competence. Many of them are brought together temporarily in the industry 
(Turok, 2003). 
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The Resource-Based View (RBV) 
 
One popular approach to begin understanding the competitive dynamics of the 
film industry is the resource-based view of the firm. According to this view, the 
explanation for why some firms ultimately succeed and others fail can be found in 
understanding their resources and capabilities and in the case of the film industry, this 
will help enhance our understanding of how the film industry is organized (Jones and 
Thornton, 1995).  Wernerfelt (1984) and Barney (1991) are the leading proponents of 
the resource-based view. While Wernerfelt (1984) emphasizes resources and 
diversification, Barney  argues that sustained competitive advantage is generated by the 
unique bundle of resources at the core of the firm, which often cannot be perfectly 
duplicated through competitors’ actions (Barney, 1991). The resource-based view 
assumes that firms within an industry may be heterogeneous with respect to the strategic 
resources they control and that these resources may not be perfectly mobile across firms 
and thus heterogeneity can be long lasting (Barney, 1991: 101). Although these two 
assumptions are likely to be more accurate reflections of reality (Priem and Butler, 
2000), often the resources identified are at best meta level in nature such as 
innovativeness, high speed product development and their likes (Harmsen et al., 1998). 
These resources in many instances have an ex post focus – meaning they have been 
identified as important after the value of the competences has become evident to 
everyone (Drejer, 2000). In that regard, the RBV does not provide a useful and 
meaningful management tool in the form of practical prescriptions for practitioners 
(Eccles and Nohria, 1992; Mosakowski, 1998). There is no attention given to when, 
where and how these resources are valuable and useful (Miller and Shamsie, 1996). 
Priem and Butler (2001) suggest that there should be criteria on which each alternative 
resource can be judged on each resource characteristic (p.31). 
 
For example, in the film industry, it is often difficult to discern just what it is 
about these skills (such as expertise in script development, set design, direction, camera 
work, sound and editing) that generate economic returns or customer loyalty and hence 
competitors do not know what to buy or imitate (Miller and Shamsie, 1996). Moreover 
as information goods (Shapiro and Varian, 1999)6, films transmit their discoveries 
creatively and symbolically in a dynamic cascade of information (De Vany, 2004), 
which makes it difficult to know for example, what goes into a rival’s creativity or 
teamwork that makes the production so good.  
It fails to explain adequately how and why certain firms have competitive 
advantage in situations of rapid and unpredictable change (Eisenhardt and Martin, 
2000). For instance, the film industry is subjected to such extreme uncertainty or 
‘nobody knows’ (Caves, 2000) property and where knowledge-based resources often 
take the form of motley crew (Caves, 2000)7 and particular skills such as technical, 
creative and collaborative ones (Miller and Shamsie, 1996). Often these resources are 
                                                 
6 Shapiro and Varian (1999, p.3) define the term 'information goods' broadly as anything that can be 
digitized - encoded as a stream of bits. Examples of information goods include books, movies, software 
programs, Web pages, song lyrics, television programs, newspaper columns, and so on. 
7 Many creative products require a diverse crew of skilled practitioners, where each of them must meet 
some threshold level of competence. Many of them are brought together temporarily in the industry 
(Turok, 2003). 
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difficult for firms to manipulate.  It may be useful to identify specific resources that 
may be particularly effective for certain actors in certain contexts (Priem and Butler, 
2007). 
Concomitantly, the resource based view fails to capture the link between the 
competences and changes in the external environment such as their underlying 
technologies. The dynamics of technological changes have been noted as competence-
destroying (Tushman and Anderson, 1986), company-destroying (Christensen, 1998; 
Downes and Mui, 1998) or competence enhancing because they either destroy or 
enhance the competence of existing firms in an industry (Tushman and Anderson, 1986, 
p.442).  
In many ways, the early resource-based view neglected the complex relationship 
between the resources and capabilities within firms with the external analysis of the 
industry and the competitive environment (Collis & Montgomery, 1995). The dynamics 
of competences caused by external changes of technologies seem to be an area of 
research on competences that is worth visiting (Drejer and Riis, 2000). This outlook is 
pertinent especially to the creative industries. Hence the resource-based view was 
regarded as a rather static concept and was greatly criticized by proponents of the 
dynamic capabilities view (Teece and Pisano, 1994).  
Dynamic-Capabilities View 
The dynamic capabilities view originated from Schumpeterian innovation-based 
competition in which competitive advantage is based on creative destruction and novel 
recombination of existing resources into superior ones (Schumpeter, 1934). Simply 
finding the right bundle of resources is not enough to sustain competitive advantage. It 
depends crucially on a continuous upgrading and renewing of these resources (Petraf, 
1993). This is where competencies become paramount and studies done by various 
researchers have further developed the perspective in various forms such as: 
architectural innovation (Abernathy and Clark, 1986), configuration competence 
(Henderson and Cockburn, 1990), combinative capabilities (Kogut and Zander, 1992) 
and integrative capabilities (Henderson, 1994). Kogut and Zander (1992) describe 
combinative capabilities as organizational processes by which firms synthesize and 
acquire knowledge resources and generate new applications from these resources. In the 
works of Eisenhardt and Martin, dynamic capabilities are conceptualized as 
“combinations of simpler capabilities and related routines, some of which may be 
foundational to others and so must be learned first “(Eisenhardt & Martin, 2000, p. 
1116). Other research which examine the fundamentals of the dynamic capabilities 
concept include works by Nelson (1991), Amit and Schoemaker (1993), Henderson and 
Cockburn (1994), Teece et al. (1997), Blyler and Coff (2003), Pavlou and El Sawy 
(2006).  
In the film industry markets where the competitive landscape is often changing, 
the dynamic competencies by which firm managers “integrate, build, and reconfigure 
internal and external competencies to address rapidly changing environments” (Teece et 
al., 1997: 516) become paramount. In that regard, the dynamic capabilities view is a 
more powerful conceptual construct than the resource-based view in that it emphasizes 
not only the organizational processes inside of the firm (such as skills, knowledge and 
resources) to explain market processes but it also takes into account both the external 
and internal changes to the firm and how these changes must be in constant interaction 
with the ever-changing turbulent environment.   
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However, the dynamic capabilities framework has been criticized for its lack of 
practical application. Zollo and Winter (2002) remark that the definition does not 
indicate the sources and origins of the dynamic capabilities (e.g., what distinguishes 
dynamic capabilities from non-dynamic ones and how can managers develop dynamic 
capabilities in their organization). The concept was described as abstract and not 
amenable to managerial action (Pavlou and El Sawy, 2006), hidden or invisible (Itami, 
1987), complex and tacit (Dierickx and Cool, 1989) and causally ambiguous 
(Williamson, 1999). If dynamic capabilities are information-intensive as such, the 
effective use of technology may for example, enhance dynamic capabilities (Pavlou and 
El Sawy, 2006). The possibility of integrating dynamic capabilities framework with the 
technological construct may provide answers to how technology influences competitive 
advantage in turbulent environments (Sambamurthy et al., 2003). This will be a useful 
construct to examine the current film and animation industry which has been 
transformed by technological development. In that sense, the dynamic capabilities 
framework is still in its preliminary development and lacks sufficient empirical 
evidence (Williamson, 1999) that makes it difficult to identify firms that possess 
dynamic capabilities (Blyler and Coff, 2003).  
 
Knowledge-Based View  
 
There are a number of ways in which the dynamic capabilities perspective can 
be further developed. Proponents of the knowledge-based approach to competitive 
advantage argue that the primary purpose of a firm is to create and apply knowledge 
(DeCarolis & Deeds, 1999) which is recognized as the critical input in production and 
primary source of value (Grant, 1996: 112). It is in production when inputs are 
transformed into outputs where the issues of creating, acquiring, storing and deploying 
knowledge become the fundamental activities (Grant, 1996:120). 
 
This is where proponents of the knowledge-based view make some basic 
distinctions regarding the types of organizational capabilities that can generate unusual 
economic returns (Hall, 1992; Miller and Shamsie, 1996). Grant (1996) views 
organizational capability as the outcome of knowledge integration where complex, 
team-based activities are dependent on the firms’ ability to harness and integrate the 
knowledge of many individual specialists (Grant, 1996: 116). Hence the extent to which 
a capability is ‘distinctive’ depends upon the firm accessing and integrating the 
specialized knowledge of its employees (Grant, 1996: 117). This means that the ability 
of employees to learn and adapt to changing environment are extremely important.  
 
Knowledge-based resources refer to skills, abilities and learning capacity that 
can be developed through experience and formal training (DeNisi et al., 2003, p. 6) and 
especially tacit knowledge that are grounded in experience (Polanyi, 1966/1997; 
DeFillippi and Reed, 1990) and reputation (Fombrun & Stanley, 1990; Itami, 1987; 
Rao, 1994).  
 
Miller and Shamsie (1996) argue that the particular skills (technical, creative and 
collaborative) are protected by knowledge barriers and as such competitors do not know 
how to imitate them successfully. These resources are often tacit and socially complex 
and are most prevalent in industries characterized by fads and fashion such as the film 
industry where extreme uncertainty and unpredictability in organizations prevail (De 
Vany, 2004). Miller and Shamsie (1996) argue that knowledge-based resources are 
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likely to contribute most in uncertain, changing and unpredictable environment. These 
capabilities remain viable under changing conditions and help firms adapt to a changing 
environment (Wernerfelt and Karnani, 1987). Thus, they cannot be easily substituted or 
imitated providing a source of sustainable advantage for those firms who possess them 
(Barney, 1991; Mahoney and Pandian, 1992).  
For instance many film studios tried to develop reputations around their various 
creative and technical skills (such as screenplay, cinematography, editing, costumes, set 
design and sound) in order to attract more talent (Miller and Shamsie, 1996). This is 
because a good reputation can significantly contribute to performance differences 
among organizations and can have some favorable consequences for firms – enabling 
them for example to charge premium prices (Klein and Laffer, 1981), attract better 
applications (Stigler, 1962), and enhance their access to capital markets (Beatty and 
Ritter, 1986). Thus well-reputed firms have a competitive advantage within their 
industries, but poorly reputed firms are disadvantaged (Fombrun and Stanley, 1990).  
By specifying the distinctive advantages of different types of resources, it may be 
possible to add precision to the research. 
However, proponents of the knowledge-based approach (especially DeNisi et. 
al.) were quick to note that having these talented resources is not enough as it is also 
necessary to develop structures, systems and strategies that allow the organization to 
exploit the resources and  gain competitive advantage (DeNisi et al., 2003). [See Table 
1 for the theoretical framework of this study] 
Research Design and Methodology 
 
The data gathering and analysis were done in an interactive process over a period 
of two years starting with 2 pilot studies conducted in Singapore and Australia and the 
main field work in Singapore. Interviews and online questionnaires were used variously 
in the 3 studies (See Table 2).  
 
The use of closed and open-ended questions allows a variety of information to be 
gathered from the respondents. For instance in the questionnaire, some closed questions 
were used by the researcher to draw out specific information relating to the types of 
competencies and learning capabilities prevalent in the industry and in the same section, 
some open-ended questions were used to allow the respondent to express an opinion 
without being influenced by pointers raised by the researcher (Foddy, 1993: 127).  
    
The findings of the first pilot study provided an overview of the film and 
animation industry and were particularly useful in uncovering some key issues and 
challenges, where the impact of digital technology on the growth of independent 
filmmakers and the animation industry became first known.  
The second pilot study in the form of a questionnaire utilized APOLLO8 (ANU 
Polling Online) software to evaluate the relevance and usefulness of the issues 
pertaining to the use and impact of digital technology on the film and the animation 
industry.  The feedback resulted in a sharper focus and clearer categorization of the 
questions which were subsequently incorporated in the survey questions used for the 
                                                 
8 APOLLO is a web-based application that allows users to create and conduct online polls (surveys, 
ballots, exams or electronic forms) and provides easy to use tools for the analysis and reporting of poll 
responses and a comprehensive export facilities (including CSV, XML and SPSS formats). 
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main fieldwork conducted in Singapore. Out of the six sections in the survey, this paper 
will look particularly at one area of findings which relates to competencies and learning 
capabilities. 
The research adopted a qualitative multiple-case study approach (Yin, 2003) 
with cross-case comparisons involving 35 practitioners in the Singapore film and 
animation industry. Case-study methodology was selected to expand an understanding 
of the range and breadth of the firms’ behavior in the industry and to provide an 
exploratory and descriptive understanding of the context and setting (Marshall & 
Rossman, 1995) necessary to generate propositions. Besides, it provides exploration of 
areas where existing knowledge is limited (Cavaye, 1996). Hence the primary data 
sources for the case studies comprised semi-structured interviews and an on line 
questionnaire conducted with the firms in order to draw out the above areas of analysis.  
 
 
Sampling  
There are 34 animation and feature film production firms listed in the MDA 
directory out of which 16 of them are recommended by the Assistant Director of Digital 
Media and Publishing Industry Division of the Media Authority Development (MDA). 
These are exemplary firms which have made a mark in local productions as well as 
overseas collaborations.  They represent mainly the small to medium sized firms with 
number of employees ranging from 5 to 150. Out of the 12 educational institutions 
listed in the directory, I spoke to 2 of them for the interview and survey. In all, 35 
interviews across the industry were conducted with a broad spectrum of firms involved 
in the industry value chain. Amongst those interviewed were 5 feature film production 
houses (coded as FF), 9 animation production houses (coded as AF), 9 animation and 
feature film production houses (coded as FFA) and 2 independent film9 producers 
(coded as IF). Their roles range from producers (3), to directors (9), managing directors 
(9), creative director (1), CEO (1), manager (1) and general manager (1). The rest of the 
interviewees include key people in the various government and private institutions and 
training centres (See Table 2 for listing).  
 
Due to the small size of the local market, many of the production houses got 
involved in feature films as well as animation film production using digital technology 
in their production and post production work.  Their diverse portfolios include activities 
like music videos, tele-movies, documentaries, dramas, features for television, etc. 
Many of them are also involved in co-production ventures with international partners as 
this contributes to sharing of financial risk, accessing new markets and enhancing the 
creative process (for a detailed list of all the registered production companies in 
Singapore, visit the MDA website for the Media Directory at 
http://www.singaporemediafusion.com/Singapore_Media_Directory.asp).  
 
Out of the 25 production houses that are directly involved in film making, 11 of 
them received their education from overseas universities mainly in Australia and the 
United States. About a third (8 out of 25) of them who had work experience with 
                                                 
9 An independent film or indie film is usually a low-budget film that is produced outside of the studio 
system. Since the introduction of digital video technology, the means of production have become more 
democratized. Filmmakers can conceivably shoot and edit a movie, create and edit the sound and music, 
and mix the final cut on a home computer (Source: http://www.answers.com/topic/filmmaking) 
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MediaCorp10 eventually branched out to start their own production houses (See Table 
3). 
Secondary data sources (such as newspapers, trade magazines, company 
documents and reports of the firms sourced from the firms’ websites and Internet) were 
also used in order to enhance the validity of interview findings and to counteract the 
researcher’s bias during data collection and analysis (Darke et al., 1998). 
Comprehensive searches of the industry and firms’ databases were conducted on the 
Internet through Factiva (which provides a single point of access to a deep archive of 
news and business information not available on the free Web and provides full-text 
coverage from nearly 9,000 sources including influential local, national and 
international newspapers, leading business magazines, trade publications, and 
newswires) for the period 2004- 2006 for press articles and web references of the 
company’s performance in order to chart developments in and commentaries about 
them.  The use of a wide range of sources, including interviews with industry experts 
gave a better understanding of the type and range of capabilities involved in this 
creative industry. 
   
Data Analysis  
 
A film is a complex project that requires the coordination and integration of a 
wide range of different specialized skills (Robbins, 1993; Miller and Shamsie, 1996). 
Proponents of the knowledge-based approach to competitive advantage argue that the 
primary purpose of a firm is to create and apply knowledge (DeCarolis & Deeds, 1999), 
especially tacit knowledge that is grounded in reputation (Fombrun & Stanley, 1990; 
Itami, 1987; Rao, 1994) and experience (Polanyi, 1966/1997; DeFillippi and Reed, 
1990). The data collected from the field work in the film and animation industry in 
Singapore indicates the distinctive forms and types of competencies that allow 
production houses to stay competitive in the industry. This means that the ability of 
employees to learn and adapt to the changing technological environment are extremely 
important.  
 
Reputation 
In the case of the film industry, competence (in the form of experience) and the 
knowledge of the team members (in the form of good track record, judgment and 
reputation) are fundamental for the movie’s success. About 95% (33 out of 35) of the 
interviewees indicate that the competencies found in the film industry are very closely 
linked to tacit knowledge based on the reputation, experience, creativity and judgment 
of individuals.  They state that reputation is a fundamental resource for organizations in 
the film industry as “you are as good as your last work, your last film and that is the 
benchmark people in the industry judge you by” said one of the feature film and 
                                                 
10 MediaCorp is a conglomeration group of commercial media companies in Singapore specializing 
largely in television and radio broadcasting, and to a lesser extent, in periodicals and newspaper 
publishing and filmmaking. At present, MediaCorp runs 6 television channels and 14 radio channels, 
making MediaCorp the largest media broadcaster and provider in Singapore (Source: 
http://en.wikipedia.org/wiki/MediaCorp). 
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animation producers.  Hence reputation is linked to a good product - either in the form 
of a good script, a good director/producer and having a well known actor. 
 
The reputation of a person helps a lot in the sense that you already have a good product to show. 
Any new entrants to the industry would know that the first few years are about establishing your 
reputation by creating a good product. - AF 6 
This industry revolves around people and you are judged by your end products. You are as good 
as your last work, your last film. Definitely reputation and successes lead to clout effects like 
Stephen Spielberg and Cappola. Star power is therefore the appealing factor because one has the 
reputation. If you have a reputation, people would watch out for your products. – FFA2 
We do live action and animation. If you have a known cast in live action shows, that is one way 
of promoting the show. For example, ‘Shrek’ - you have Eddy Murphy as a donkey! Therefore in 
live action shows, a good actor does gives lots of weight and that is what draws the audience and 
the finances. – AF 2 
When we mention Nelvana, everybody sits up and notices as Nelvana is a very recognized leader 
in the animation industry. So this kind of relationship and networks do draw you this kind of 
attention – meaning that if you can work with Nelvana, you are good enough to work with 
anyone – AF 7 
Most of the research shows that an organization’s reputation significantly 
constrains its fate and represents a critical antecedent for organizational performance 
(Fombrun & Stanley, 1990; Itami, 1987; Rao, 1994). This is because a good reputation 
can significantly contribute to performance differences among organizations and can 
have some favorable consequences for firms – enabling them for example to charge 
premium prices (Klein and Laffer, 1981), attract better applications (Stigler, 1962), and 
enhance their access to capital markets (Beatty and Ritter, 1986). Thus well-reputed 
firms have a competitive advantage within their industries, but poorly reputed firms are 
disadvantaged (Fombrun and Stanley, 1990).  Hence the reputation of the director 
and/or producer is a critical component of the film’s success. 
It is hard for business like us not to have a name and expect to get projects. It is very easy for 
people who have been involved in high profile projects, with necessary information and 
experience and good reputation to grab projects faster. This industry like Hollywood is all about 
connections. It will carry a lot of weight in attracting good people when you have a good 
reputation. – FFA1 
 
For example, if you have a very reputable producer-director, it is easier to get funding. If you try 
to get people to invest, they would like to know who is the person directing the project, what is 
his /her track record -what that means is that there is an unwritten rule about reputation because 
the person has a track record of producing good shows that are good and that sell. It is a way of 
underwriting some risks. - FFA 3 
 
For instance, in the Singapore film industry, the box office success (S$3.03 
million) of its first movie, “Liang Po Po – The Movie” in February 1999, established 
MediaCorp Raintree Pictures in Singapore and raised the profile of the company in the 
region (MediaCorp Raintree Pictures Website).  Since then, MediaCorp Raintree 
Pictures had a few collaborations with award-winning Hong Kong directors on “The 
Truth about Jane and Sam” (in July 1999), followed by a co-production with Media 
Asia Films on “2000AD” (in Feb 2000) and at least one co-production with a Hong 
Kong film from 2002 onwards till 2006 [See Table on List of Singapore Movies (1991- 
2006)].  The success of “Liang Po Po” also catapulted the status of Eric Khoo, the 
producer from Zhao Wei Films and the actor Jack Neo, a popular TV comedian.  
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For instance, Eric Khoo went on to produce “Be with Me” in 2005 which 
received critical acclaim and was played as the opening film of the Directors' Fortnight 
at the Cannes Film Festival in 2005 (Zhao Wei Films Website).  Jack Neo went on to 
direct two of the highest box office movies in Singapore with MediaCorp Raintree 
Pictures namely “I not Stupid” in February 2002 and “I not Stupid Too” in January 
2006. “I not Stupid” became the No. 1 film at the local box office for more than 4 
weeks in a row. Its box office is over S$3.8 million and it became the 2nd highest 
grossing local movie of all times after “Money no Enough”.  The movie was 
subsequently released in Hong Kong, Taiwan and China. The movie received the 
“Golden Torch Award 2002” in Taiwan and was also voted one of the 10 Best Chinese 
Films at the 8th Golden Bauhinia Awards 2003 and was in the running for the Best 
Asian Film Award in the Hong Kong Film Awards 2003 (MediaCorp Raintree Pictures 
Website).  
“I not Stupid Too” had higher box office earnings of over $4 million and 
overtook the original movie as the second-highest grossing Singapore movie of all time. 
No other film from Asia has ever reached this level of Singapore box office 
performance. The film became the first for an Asian country to be selected for the 
Cannes World Cinema Showcase and was also featured in the Panorama Showcase of 
the 2006 Shanghai International Film Festival (MediaCorp Raintree Pictures Website).  
 
Experience 
 
 There findings seem to suggest that there is a link between experience, 
knowledge and collaboration.  There is a lot of knowledge that is gained through 
experience depending on how much one observes in life experiences as well as in the 
industry. In that sense, there is a lot of learning taking place. Besides observation, 
collaboration in the form of co-production or joint ventures with foreign production 
houses is also seen as one way that local production houses can gain experience and 
different perspectives (knowledge). In one instance, collaboration is seen as a way to 
ride on the competencies and successes of the well established firm and hence gained 
status in the process. 
 
Such kind of knowledge, which is often tacit in nature and more readily 
transferred through the knowledge-bearers, namely people (Johnson & Lundvall, 2001) 
in the industry cannot be easily codified and this competence represents one sectorally 
specific cluster of knowledge and competencies within what Lundvall defines as ‘the 
learning economy’ and which he proposes as characteristic of work in modern societies 
(Lundvall, 2001) 
 
 
The whole learning experience depends on how much you are willing to take in and how 
observant you are. It is not like there is a definitive knowledge transfer. In creative industries, 
there is lots of tacit knowledge that cannot be codified.- FFA 5 
 
 
Most of the graduates definitely have the basic entry skills but a lot of the industry is dependent 
on experience and whether they have the creative mind for it a not. – FF 5 
 
 
You really need to be able to draw on from life. Not because there are not enough stories to tell 
in Singapore but what it boils down to is really drawing from your life experiences and 
observation of life and tell them in a certain way. I feel that so much of the education system and 
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culture undervalues this kind of tacit knowledge because it is so bottom-line all the time. - 
Independent Arts Centre 
 
 Definitely there will be some form of learning or knowledge transfer that takes place with 
collaboration. For example, knowing the business and understanding the market and also the 
intangibles such as establishing relationship and contacts. There is some know how exchange 
amongst the crew members. And for some of us, it is learning about the difference in making end 
products. - AF 7 
 
The moment you ‘marry’ into this family (through co production), it raises your status in the 
industry – as the company you worked with would already have some established credibility. So 
you basically leaped frogged into the status of the other company although the learning curve is 
important and can be very steep. - AF 4 
 
 
Experience is also illustrated through the track record or portfolio of the 
individuals. Track record is important as one can show what one has done and can do 
and that kind of experience is highly sought after in this industry.  
 
 
A lot of knowledge is gained through experience.   Your competence is based on track records of 
your good quality works. - Technology Supplier 
 
Track record is the key to the competencies needed in this industry – the portfolio is important. I 
will not be hiring based on paper but based on the projects that the person has done. Yes, 
especially experience counts for good content- AF 5 
 
Filmmaking involves having someone with the experience to know whether something works 
well, and to have the reputation of having made something work and work well before. 
Reputation is essentially a brand building exercise. For producers, it means having a good track 
record (good quality films). – AFM 2 
 
Creativity  
 
 Creativity as seen through the eyes of the interviewees can be viewed in many 
angles and manifested in different ways. One producer defines it as having the courage 
to follow one’s instincts and it is seen as subjective, spontaneous and even arbitrary. Yet 
it is deemed an essential ‘ingredient’ for a good product (in this case, a good story or 
script) to emerge.   It originates from within oneself through one’s own experiences in 
life, points of view and interpretations of things and people around us. Often it involves 
‘thinking out of the box’ to come out with a good story.  
 
In a recent project organized by Moving Image of Substation, 3 independent filmmakers from 
Singapore and Malaysia were asked to take a train out somewhere and to make a film within 3 
hours. The 3 Malaysian filmmakers utilized the time given and maximized the idea fully and 
came out with quite good stories. The 3 Singaporean filmmakers however did not maximize the 
ideas and came out with stories that do not require them to think out of the box. – Independent 
Arts Centre. 
 
For me, creativity means having the courage to follow your instincts and that applies to every 
part of life and not just to filmmaking.- IF 2 
 
 
Creativity is very important because there are people who know the craft but if they are not 
creative enough to do different things, and then they will always stay in the same spot. - FF 2 
 
Creativity comes from within my own self – my experiences, exposure and things I see 
everyday, read about and the way I see it, where I see it, my point of view and my interpretation. 
The movie to me is about perspective.  People talk about brilliant ideas that have not been done 
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before – there is no such a thing as the only thing that is different is that it has not been told in 
your perspective, in your interpretation. – AF 3 
 
 
You can teach someone how to use the software but how to turn this software into something 
beautiful is dependent on your creativity. If the person is not creative, you will not end up with a 
good product. The content is important, as this will determine if you have a good story to tell. 
The creative side of thing is basically the script. - FFA 4 
 
Filmmaking involves making creative calls, which translates into sometimes subjective, 
spontaneous and even arbitrary decisions. – AF 2 
 
This capability can be nurtured and honed and often thrives in environment 
where there is freedom and space to unleash such creative ideas. One producer cautions 
against institutionalizing creativity which makes it an ‘instant tree syndrome’ that will 
be detrimental to the industry. It takes time to nurture and hone such a competence. In 
many respects, the society, culture and mindset of the people all play a crucial role in 
the creativity of the society.  
 
The industry can only succeed if it is accorded the time to grow – about 10 to 15 years. It cannot 
be an instant tree syndrome. The fear is that if institutionalizing creativity becomes an instant tree 
syndrome, then the tree would be cut off if it does not have any gains. It has to be a long-term 
thing. - FFA 4 
 
First you must have a certain ability to be creative - not necessarily inborn but can be nurtured. 
Given the right condition, everyone is capable of being creative. - AF 4 
 
The creative people and their employers cannot take creativity for granted as creativity needs to 
be honed. For example to tell stories that sell, one needs the discipline to find those stories to tell 
them. - FF 4 
 
 
 
The online questionnaire conducted indicated that 65% (23 out of 35) of the 
interviewees strongly suggested that creative ideas does originate from within the firm 
through informal gatherings such as brainstorming and discussions and a conducive 
environment that encourages communication and creative ideas to flow. About 75% (26 
out of 35) also strongly supported the fact that creative ideas are sourced from outside 
the firm from different media such as newspapers, television, books and the internet. 
There is a constant flux of learning taking place both within and outside of the firm. 
 
Creativity is not just about someone in the room and expects them to think and come out with 
creative ideas. What has to happen – looking at how Australia and Singapore work – in 
Australia, you can put a group of people coming from different backgrounds in a conference 
room and put them through a brainstorming session to flash out ideas - they will start throwing 
things in the air and before you know it, they will have come out with a 20 page document for 
pitching. - FFA 3 
 
 
Only in the hands of those who are truly creative and have the freedom and space and 
environment to unleash his creativity, then he can do something marvellous with it. The society, 
culture, mindset all plays a role in the creativity of the society. – FFA 6 
 
To make a film, communication process is very important because there is a lot of teamwork 
involved especially in animation production – where the morale of the team is good, it tends to be 
more creative. Getting the team in good spirits is as important as getting the work done. – FFA 2 
 
Creativity is also manifested in the business side of things like getting funding 
for the project.  One director in particular deemed it a creative process to be able to 
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structure a successful co-production with potentially 4 or 5 partners as funding is 
difficult to come by in the high risk and uncertain film industry.  Creativity thrives 
when an individual or production house receives generous funding to try out new ideas 
and recognition in the form of awards and financial returns motivate people to venture 
further into the creative field. 
 
 To allow for creativity to flourish, there should be more flexibility in funding. -  AF 2 
 
If there is a clear reward system, it will help to encourage ideas to flow. It is in our instinct that 
we do certain things because it makes us feel good one way or another and it has to be enforced. 
When there are no incentives to do so, you lose interest.-FFA 5 
 
In the current market place, it is very difficult to get projects funded easily unlike previously. 
That is why co-production has become the way of business. Being able to structure a successful 
co production with potentially 4 or 5 partners is really a very creative process. We have to get out 
there to bring in all the elements together – structuring the deal, finance, distribution – a lot of my 
effort is spend in those areas today. Everybody can be creative and have a great story and movie 
to make but nobody has the money to make it. So the question is where to get the money and how 
to structure the deal?  -That is probably the most creative thing. Most film makers will not tell 
you that because they tend to focus on the creative process. - FF 1 
  
The issue of creativity is closely linked to censorship in the context of the 
Singapore film industry. Film censorship is a sensitive issue in Singapore. The 
government is extremely particular about the sensitivities of the various ethnic groups 
who make up the population in order to preserve racial and religious harmony. 
Therefore, in its effort to maintain what is perceived as social harmony, the Singapore 
Board of Film Censors has gained the reputation of being one of the busiest boards in 
cutting films in the world. However, the censorship environment has recently undergone 
major changes, driven largely by the forces of technology and globalization. With 
higher levels of education and increased exposure to the outside world, more 
Singaporeans are asking for change. By changing its name to the Board of Film 
Classification, the government is taking tentative steps at relaxing the censorship laws 
by asking for greater industry participation and moving towards using classification, 
belting, and zoning rather than outright bans (Malepart, 2005). Though censorship has 
been relaxed, it continues to exert an effect on people working in the creative industries 
like those in the film and animation sector. A few producers circumvent the situation by 
exercising self censorship in order to ensure that their films get shown on the screens.  
Others lament on the restrictive effects of censorship on creative ideas and see 
managing creativity as an oxymoron. 
 
When people make film, they should do what they want to do (in terms of content matter and 
style) and not worry about whether it is going to be well received a not. Managing creativity is 
actually an oxymoron. For instance the government tried to manage creativity by having 
censorship rules. We are too well managed in a structured environment. For instance a group of 
people who wanted to show films at the Substation has to apply for a permit to do so. This is 
putting a lot of barriers to people organising themselves. So people started to worry about what 
they should or should not show and second-guessing.  I do not think that government considers 
the people in the film industry as being creative. - IF 2 
 
Because there is a lot of restriction in Singapore, films produced by Jack Neo (who is so famous) 
are all crap - that is because it goes in line with what the government wants to convey to the 
public. Your creativity is constrained by the expectations of the authorities. Our content is very 
sheltered. - AF 4 
 
Right now since we are doing more of government deals, there is not much creativity involved. - 
AF  
 
 19
 
I do not think that censorship prevents creativity. It might curb and restrict expression but it does 
not curb creativity. If you are creative, you can tell a story in so many different ways. But one 
should be given a certain level of chaos to explore in order to become a better artist. It has to go 
in tandem with the maturity of the population. - FF 4 
 
 
Digital Technology and its Impact on Creativity 
 
The use of digital technology in film production such as high definition (HD) 
and digital video (DV) allows for more experimentation with films, which were never 
possible with the use of 35 mm films. In many cases, interviewees acknowledge the 
creative freedom digital technology provides to allow for more enabling and 
experimentation in production and post production work. This has led to the 
democratization of films as more works were produced and created with lesser 
constraints. Many of these processes and interactions have a profound influence on the 
direction and final form of the creative output.   
 
In terms of execution - the shooting, post-production and delivery platforms have definitely 
made it easier in terms of workflows and creativity. Digital content brings with it a whole new 
experience and workflows. What it has done it to enable more works to be produced and created 
with lesser constraints. – FFA6 
 
There is creative freedom in the use of digital technology in the sense that you can do things that 
you can’t do before. For example, in traditional film making, you can’t make a man walk through 
the wall and all kinds of special effects. But right now you can. That unleashes creativity in that 
sense. - FFA 6 
The most impact I have seen is always in the post production area where you do digital editing, 
ways of touch up, effects and get all these coming together. This helps to liberate the filmmakers 
to have a more creative process in that there are fewer boundaries. In the digital realm, there is a 
lot of enabling and experimentation, in the sense that you can twit the colors, do composite of 
pictures etc. - Technology Supplier. 
Digital Technology as an Enabler 
 
“Technology does not operate in a vacuum”, so said one of the producers. It is 
seen as a tool that film makers have to leverage on to reap its benefits. As such, many 
interviewees recognise digital technology as only an enabler and a means to an end as it 
is the competencies that individuals have that will craft a good story for a successful 
film. Therefore the content of the script is important and ultimately it depends on how 
the final product is integrated together.  
 
From the producers’ perspective, the advantage is that it helps to lower cost and get things done 
cheaper and more efficient. At the end of the day, no matter how digital technology works, what 
makes a film is a good story. Digital technology is only a tool to assist in producing the film – 
FFA 2 
 
As ultimately, it is the movies that we produce, the concepts (storyline) and looks that we impart 
to our films. Technology does not give us the fighting edge. It is something that we have 
identified and the need to adopt. So it is seen as an enabler and a means to an end. - FF 3 
 
Digital technology does not necessarily contributes to making better films as a lot still depends 
on the story development, the craft (discipline), the creative inputs and the resources involved. -  
FF4 
 
Competencies and Learning  
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The external environment such as the market is a sphere of radical change, 
which can push firms and agents to innovate and the economy to grow and change 
structurally (Olavarrieta & Friedman, 1999). As such, market uncertainty and demand 
volatility of the film and animation industry require production houses to develop 
competencies in skills identification and recruitment as well as management of 
complexities arising from coordination of cast, production crews, elaborate sets and 
sophisticated audio, visual and special effects technologies (DeFillippi and Arthur, 
1998). These knowledge-based competencies allow production houses to succeed by 
giving them the skills to adapt their products to market needs and to deal with 
competitive challenges (Miller and Shamsie, 1996). 
Despite any emphasis that is placed on the impact of new technologies and 
technological convergence, it is peoples’ creative imagination and craft skills that are 
the ‘core competence’ of a thriving film sector. As an art form, filmmaking is also a 
highly collaborative effort involving a combination of many diverse creative and 
specialized skills. For example, some firms have the technical and creative expertise to 
develop competitive products and market them successfully. Others may have the 
collaborative or integrative skills that help experts to work and learn together very 
effectively (Fiol, 1991; Hall, 1993; Itami, 1987).   
 
The findings from the data unfold the importance of learning the craft and 
grammar of the trade and having to pay one’s dues to learn on the job.  
 
Yes, the craft is important. In animation, there are many roles available- an animator, painter and 
modeller – you can’t be a guru in all of them. You have to focus and the worst part of it is that 
once you go into one aspect of it, it becomes grunt work meaning that if you are into modelling, 
then you do it whole day long. It becomes very mundane, as you have to use the same tool to do 
the job for the whole day. Hopefully over time you graduate to become an animation lead. But 
you have to pay your dues. If you do not pay your dues, you can’t succeed. – FFA8 
 
There is a lack of discipline in the craft and that is a big serious problem. It is generated by the 
fact that we are on a constant quest to be upwardly mobile. In the Hollywood and Australian film 
industry, there is a term known as ‘paying your dues’ – meaning putting in the time it takes to 
get better. In Singapore, many do not want to pay the due but wants to get as far as possible in 
the shortest time possible. - Government Training Institution 
 
Three-quarters of the respondents strongly agree that developing competencies 
in the industry is an on going learning process, with writing, filming and editing skills 
being continuously refined on the job. They depended on the innovative trait of 
interactive learning by doing, of learning how to create digital media content by creating 
it. The respondents also stressed that much of their content development was based on 
trial and error, gauging what worked and what did not work.  
From branding to animation – a lot is based on the job learning and learning from trial and error. 
– FF1 
Yes, core competencies in the film industry are an on-going learning process based a lot on trial 
and error and on-the-job learning. For example if you are dealing with very tight production 
datelines, you learn to use some short cuts to come out with good results. What the schools teach 
is mainly textbook knowledge but in the industry, there are a lot of things you pick up to speed 
up the process. Often you have to think on your feet to get things done. - FFA3 
 
Discussion 
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The data findings show that interviewees generally support the view that 
advances in digital technology are generally seen as a positive influence for the film and 
animation industry and that digitization will allow for more experimental works by 
producers, extending the range of products and services from that of previous work. As 
a result more and better films will emerge in the long run and this augurs well for the 
emerging film and animation industry in Singapore.   
 
The interviewees are aware of the impact of digital technology on film 
production and how that would translate into different delivery and distribution 
platforms based on the changing tastes of consumers in the industry. Besides, the 
technologies and platforms associated with digital production and delivery in the 
industry are very much standardised (Preston and Cawley, 2004: 137) to the extent that 
they are determined by advances made in ICT and the changing global economy. One 
producer succinctly puts it: “It is something that we have identified and the need to 
adopt. So it is seen as an enabler and a means to an end”. Hence the competitive 
advantage lies in having and applying knowledge-based competencies to create content 
that is distinctive- in the case of the film and animation industry that translates into a 
good story or script for film production.  This suggests that to a large extent, the 
performance of firms in the film and animation industry is driven not primarily by 
technical competencies (such as digital technology) but by knowledge-based 
competencies (such as experience, reputation and creativity) that are used creatively to 
harness and apply these technologies to underpin the creation of distinctive content. The 
data findings draw out the following proposition which is indicative of the film and 
animation industry:  
 
Introducing digital technologies such as high definition (HD) in film making and animation can 
only take place successfully when it is accompanied by knowledge-based competencies building 
among employees to create distinctive content.  
 
This finding concurred with the study conducted by Preston and Cawley (2004) 
on three Irish digital media companies, which similarly highlighted that content 
innovation in the publishing industry, was not based primarily on standard scientific or 
technical knowledge. Much was dependent on human creativity and media-related skills 
(such as authoring and design, editorial) and tacit forms of knowledge (such as 
inspiration, knowledge, expertise and skills), which do not fit into an easily quantifiable 
frame (Preston and Cawley, 2004, p.135). The parallel finding of the two sectors 
reflects the forms and types of competencies that underpin the creation of distinctive 
content that are significant to the creative industries in the light of technological 
advancement.   
 
Contributions 
  
The findings of the film and animation sector in Singapore are indicative of the 
distinctive forms and types of competencies that underpin the creation of content in the 
creative industries. This study adds precision to the research as it highlights the types of 
knowledge-based competencies (such as experience, reputation and creativity) that are 
essential for production houses to stay competitive in the film industry. And that 
introducing digital technologies can only take place successfully when it is 
accompanied by such competencies-building among employees. The proposition could 
be investigated in other film industries elsewhere which are similarly undergoing 
changes forged by digital technologies such as high definition. 
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The study contributes to a growing knowledge of the emerging yet fragmented 
film and animation industry in Singapore. Although there is much written about the 
historical development of films and cinema in Singapore (Uhde & Uhde, 2000; Millet, 
2006), the organization and management side of production houses in Singapore has not 
been well researched. There is therefore a lack of consistent data about firm 
performance and industry characteristics over time. With the current impetus provided 
by Government in Singapore to develop the digital media sector in Singapore, this study 
is a good source of information to assist in the formulation of schemes and policies to 
enable the industry to stay competitive in the international arena. 
 
Limitations 
 
 This study presents the views of most of the key filmmakers and animation 
makers in Singapore at one point of time and provides a good baseline for future 
research as it is a cross-sectional rather than a longitudinal study. Follow up with firms 
in this industry after three years is planned for future work to track changes over time. 
  
This study   focused on the firms’ competencies in the light of digital 
advancement. Although this allows us to capture the operational processes of the firms, 
it does not explain fully the wider influence of other factors like government policies on 
the firms and how for instance, networking and relationship play a crucial role in 
securing contracts and work for the firm.  These could be areas for further research. 
Second, although we have a sizeable number of Singaporean firms to provide sufficient 
confidence in the data collected, it would have been ideal to capture more firms who are 
on the fringe in order to evaluate how their responses to the various issues and 
challenges differ or compare with the other firms that have already made their mark in 
the industry. The findings have indicated some of the capabilities of Singaporean firms 
in the film and animation industry and their responses to the digital technology 
environment. The self-report nature of the interview investigation has to a large extent 
been crosschecked with secondary data to provide a more objective view of their 
successes.  
Conclusion and Implications for Future Research 
Despite the limitations of this study, the results have a number of implications 
for firms and policy makers. For a small and emerging industry in Singapore, there is a 
need for a more robust understanding of the types and forms of competencies that 
produce distinctive creative content underpinning the creative industries such as the film 
and animation industries. Time is of the essence for these competencies to develop and 
grow as “institutionalizing creativity will only produce an instant tree syndrome” (in the 
words of one producer, FFA 4) which might not last. Being a small industry, there is a 
greater impetus for more collaboration and community-building between firms and 
firms, firms and institutions in the burgeoning industry. Areas such as sharing of 
resources(like specialized equipments and talented expertise) and building of platforms 
and structures (such as filmmakers’ guild or association) can help set standard for the 
industry and in so doing to make a mark in the local film scene. Putnam’s work on 
“Making Democracy Work” (1993) highlights the importance of ties, networks and 
norms needed for individuals to learn to trust one another and engage in cooperative 
endeavours. The networks, shared values and trust people acquired through interaction 
bring the appropriate knowledge together in the process of shaping and shifting their 
self-perception or identity to actively manage learning and change (Falk, 2001). When 
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applied to the Singapore film and animation industry, this will go a long way in 
establishing a sense of identity and belonging to the burgeoning industry. 
 
The findings indicate that technology is only an enabler for all such kind of 
competencies to take effect in the firm. Concomitantly, firms have to take into 
consideration the changing environment (such as technological advancement) that will 
impact on the business aspects of the industry. Such is the balance that production 
houses have to tread in order to stay competitive in the industry. Reacting to these 
challenges requires a comprehensive understanding of the industry’s value chain and 
processes, which will be the focus of future research and analysis.  
 
It is not sufficient for policy makers to only initiate schemes to assist the small 
and medium sized firms in the industry. There is a greater need to focus on the wider 
cultural and aesthetic development of the city-state as social capital development would 
become an important strategic factor for consideration in an industry characterised by 
complexity of organisations, scale of informational flows, and the challenge of the 
digital virtual world (such as the Internet) and other technological platforms. This is 
where social and cultural mindsets would have to embrace individual creativity, 
diversity, and community-led initiatives. Singapore’s information economy is still very 
much dominated by ICT manufacturing with little emphasis on creative content 
industries (Wong, 2004). The challenge is how to adapt and extend thinking about 
innovation systems to the creative industries like the film and animation industry and to 
extend technological competencies to innovative creative competencies. 
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Table 1: Theoretical Framework 
 
 
 
 
 
 
 
 
 
Capabilities Approach  and 
Definition 
Unit of Analysis Authors of Approach Limitations of Approach 
Resource-based View 
 
 A firm’s sustainable competitive 
advantage and superior performance 
are determined by the possession of 
valuable, rare and difficult-to-imitate 
resources 
 Resources identified at meta-level  Wernerfelt (1984), 
 Barney (1991) 
  Amit and Schoemaker (1993) 
 Lack of practical prescriptions for 
practitioners (Eccles and Nohria, 
1992; Mosakowski, 1998) 
 No link between competencies and 
changes in environment (Collis & 
Montgomery, 1995; Eisenhardt and 
Martin, 2000) 
 Regarded as a static concept (Priem 
and Butler, 2007) 
Dynamics Capabilities Perspective 
 
 The firm’s ability to integrate, build, 
and reconfigure internal and external 
competencies to address rapidly 
changing environments 
 
 
 
 Firm’s ability to respond 
proactively 
 Amit and Schoemaker (1993) 
  Henderson and Cockburn (1994) 
  Eisenhardt & Martin (2000) 
  Teece et al. (1994) 
 Teece et al. (1997) 
 Pavlou and El Sawy (2006)  
 Does not indicate the sources and 
origins of the dynamic capabilities 
(Zollo and Winter, 2002) 
 Concept was described as abstract 
and not amenable to managerial 
action (Pavlou and El Sawy, 2006), 
 Hidden or invisible (Itami, 1987), 
complex and tacit (Dierickx and 
Cool, 1989) and causally ambiguous 
(Williamson, 1999) 
Knowledge-Based View  
 The primary purpose of a firm is to 
create and apply knowledge which is 
recognized as the critical input in 
production and primary source of 
value. It is in production when inputs 
are transformed into outputs where 
the issues of creating, acquiring, 
storing and deploying knowledge 
become the fundamental activities. 
 Ability of firm to create and apply 
knowledge especially tacit 
knowledge that is grounded in 
experience and reputation 
 The extent to which a capability is 
‘distinctive’ depends upon the firm 
accessing and integrating the 
specialized knowledge of its 
employees  
 
 Grant (1996) 
 Hall (1992) 
  Miller and Shamsie (1996) 
  DeCarolis & Deeds, 1999) 
 There is a need to develop 
structures, systems and strategies 
that allow the organization to exploit 
the resources and gain competitive 
advantage (DeNisi et al., 2003).  
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Table 2: Summary of Methodology and Field Work carried out from 2004 – 2006  
 
 
 
 
Fieldwork Period Where it was  
conducted 
No. of interviews conducted / Type of 
interviews/ Interviewees 
No. of online surveys conducted/Type of 
online questionnaire /Interviewees 
Sources of  contacts 
Pilot Study 1 Dec 2004  
Singapore 
 
Six  Semi-structured interviews 
 Four  feature film producers 
 Program manager of an independent arts centre 
 cinema distributor and exhibitor who is also 
Chairman of the Singapore Film Society and a 
member of Singapore Film Commission) 
 
 
None 
 
 Singapore Film Commission  (SFC) 
website  
            www.sfc.org.sg 
 
Pilot Study 2 
 
 
 
Jan 2006  
Australia 
 
Two Semi-structured interviews 
 Director of Communications and Public Affairs 
of a large film and  animation production house 
in Sydney 
 CEO and senior compositor  of a visual effects 
production house based in Adelaide, South 
Australia specialising in feature film digital 
effects creation, 3D animation and providing 
unique software solutions for visual effects 
production) 
 
Four  online questionnaires  using APOLLO (ANU On-
line Polling) – combination of closed and open-ended 
questions 
 
 Head of post-production of a digital 
production company 
 CEO of a large international animation 
production house that has an office in 
Singapore 
 Director of Communications and Public 
Affairs of a large film and  animation 
production house in Sydney 
 CEO and senior compositor  of a visual 
effects production house based in Adelaide, 
South Australia specialising in feature film 
digital effects creation, 3D animation and 
providing unique software solutions for 
visual effects production) 
 
 Director of Australian Film, 
Television and Radio School 
(AFTRS) Centre for Screen 
Business. 
Main Study April-May 
2006 
 
Singapore  
 
35 Semi-structured interviews   
(See Table 2 for more details) 
 
35 online questionnaires  using APOLLO (ANU On-line 
Polling (See Table 3  for more details) 
 
Websites of  
 Singapore Film Commission (SFC) 
www.sfc.org.sg 
 Media Development Authority 
(MDA),  www.mda.gov.sg 
 Private and public training 
institutions, people working in the 
industry and who are involved in 
the industry. 
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Organization/ Type  
 
Year started/ No. of 
employees 
Role of  Interviewee ation Level and Work Experience of 
iewee 
Secondary Data Sources 
Firm 1 
Feature Film & animation 
(FFA1) 
1988 
 
> 150 
 Producer                                                  
  
Degree in Engineering, Monash 
University, Australia. Worked in the 
local media industry for more than 10 
years. 
Corporate website, 
Singapore Film 
Commission website, 
company brochures 
and press releases 
Firm 2 
 
Feature Film (FF1) 
 
 
1998 
 
20 
Managing Director 
 
Degree in Media Studies, University of 
San Francisco and Masters in Media 
Management from Oklahoma City 
University. Worked for MTV for a 
number of years and started the 
company himself. 
Corporate website, press releases, 
MDA directory and website, 
company brochures, Singapore 
Film Commission website 
Firm 3 
 
Animation Film (AF1) 
  
1995 
 
30-40 in Singapore 
150 in China 
Executive Director                   
  
Degree in mass communications from 
RMIT in Melbourne. Worked in media 
design consultancy firm in Germany 
and then started the company himself. 
Corporate website, press releases, 
MDA directory and website, 
company brochures, Singapore 
Film Commission website  
 
Firm 4  
Feature Film  (FF2) 
 
 
2000 
 
10-12 
Creative Director                     
 
Degree in English Literature, 
Singapore. Worked for MediaCorp (the 
leading broadcasting network in 
Singapore). 
Singapore for five years and then 
started the company herself. 
Corporate website, press releases, 
MDA directory and website, 
company brochures, Singapore 
Film Commission website 
 
Firm 5 
Feature Film  (FF3) 
2002 
 
20-35 (project basis) 
Managing Director 
 
Degree in Finance from a US-based 
University. Worked in the finance 
industry for a number of years and then 
started the company with two others – 
a lawyer and an engineer 
Corporate website, 
press releases, MDA 
directory and website, 
, Singapore Film 
Commission website 
Firm 6  
Animation Film  (AF2) 
2001 
 
20 
Managing and Creative Director                        
  
Degree in Communications Studies 
majoring in Electronic Broadcast, 
Nanyang Technological University, 
Singapore. Started the company 
himself. 
Corporate website, 
press releases, MDA 
directory and website,  
Firm 7 
Feature Film & Animation 
(FFA2) 
 
2004 
2 in Singapore 
2 in New Zealand 
4 in China 
4 in Canada 
Director 
 
Degree in Engineering, Singapore.  
Started the firm himself. 
 
 
 
Corporate website, 
press releases, MDA 
directory and website,  
 34
Firm 8 
 
Feature Film  (FF4) 
 
 
2002 
 
Free lance ranging from 45 
 
 Producer                                     
 
Diploma in Film and Media Studies, 
Ngee Ann Polytechnic, Singapore. 
Worked for a number of years in the 
industry and started own company. 
Corporate website, press releases, 
MDA directory and website, 
Singapore Film Commission 
website 
Firm 9 
Animation Film (AF3) 
2005 
 
2 local staff 
3 expatriate staff 
Managing Director 
 
Diploma in Business Studies, 
Singapore and many years of 
experience in animation sales. 
Corporate website, press releases, 
MDA directory and website, 
company brochures 
Firm 10 
 
Feature Film  & Animation 
(FFA3) (Australian based) 
 
2004 
 
43 
General Manager 
 
Degree in Mass communication (Film 
and TV) from University Technology 
Sydney, Australia and started by 
working for current company. 
Corporate website, press releases, 
MDA directory and website, 
company brochures, Singapore 
Film Commission website 
Firm 11 
 
Feature Film  & Animation 
(FFA4) 
2000 
 
7 permanent 
up to 10 - freelancers 
Director 
 
Diploma in Multi Media Studies, 
Nanyang Academy of Fine Arts, 
Singapore. Started in some small firms 
and then joined current company as 
one of the two directors. 
Corporate website, press releases, 
MDA directory and website 
Firm 12 
 
Feature Film  & Animation  
(FFA5) 
 
2006 
 
2 permanent 
3 freelancers 
Managing Director/Producer 
 
Degree in Engineering, San Jose State 
University. Worked for MediaCorp 
Singapore (the leading broadcasting 
network in Singapore) as a scriptwriter 
for a few years and then started own 
company. 
Corporate website, press releases, 
MDA directory and website 
Firm 13 
 
Animation Film  (AF4) 
 
1999 
 
4 permanent 
40 casual on project basis 
Managing Director 
 
Degree in Zoology, National 
University of Singapore. Worked for 
MediaCorp Singapore (the leading 
broadcasting network in Singapore) for 
four years and then started own 
company. 
Corporate website, press releases, 
MDA directory and website, 
company brochures, Singapore 
Film Commission website 
Firm 14 
 
Feature Film  & Animation  
(FFA6) 
 
 
2005 
 
8 
Managing Director 
 
 
Degree in Business and Information 
Technology – University based in US. 
Worked in industry for a number of 
years before starting own company 
with another partner from Japan.  
Corporate website, press releases, 
MDA directory and website, 
company brochures 
Firm 15 
 
Animation  Film  (AF5) 
 
2004 
 
10 
Managing Director 
 
Degree in Architecture from the US.  
Worked in web design and interactive 
media before starting own business. 
Corporate website, press releases, 
MDA directory and website  
Firm 16 
 
1997 
 
General Manager and  
Member of Singapore Film Commission 
Degree in Arts and Communication 
Studies majoring in Media Production, 
Corporate website, press releases, 
MDA directory and website, 
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Feature Film  & Animation  
(FFA7) 
 
 
50  Murdock University, Western 
Australia. Worked for a number of 
years in the industry and started 
company with another partner from 
Indonesia. 
company brochures, Singapore 
Film Commission website 
Firm 17 
 
Animation Film  (AF6) 
 
2004 
 
7 in Singapore 
10 in Thailand 
Creative Director 
 
Diploma in Multi-Media Studies,  
LaSalle College of Fine Arts, 
Singapore 
Corporate website, press releases, 
MDA directory and website, 
company brochures 
Firm 18 
 
Feature Film  & Animation  
(FFA8) 
 
1996 
 
 
15 
Creative Director    
                       
 
Diploma in Film and Media Studies, 
Ngee Ann Polytechnic, Singapore and 
Degree in Business, University of 
Canberra, Australia. Started his own 
business with another partner.  
Corporate website, press releases, 
MDA directory and website  
Firm 19 
 
Animation  Film  (AF7) 
1999 
 
3-4 permanent 
25 contract animators 
Business Development & Operations 
Manager 
 
 
 
Degree in Computer Technology, 
Nanyang Technological University, 
Singapore. Worked in the industry for 
quite a few years. 
Corporate website, press releases, 
MDA directory and website, 
company brochures 
Firm 20 
 
Feature Film  (FF5) 
 
 
1998 
 
7 
Production Manager 
 
Degree in Finance, Nanyang 
Technological University, Singapore. 
Worked with Mediacorp studio in the 
Chinese drama section and then for 
another production house. Altogether 
13 to 14 years of experience.  
Corporate website, press releases, 
MDA directory and website, 
company brochures, Singapore 
Film Commission website 
Firm 21 
Feature Film  & Animation  
(FFA9) 
(Australian based) 
 
2004 
 
20 
Director of Creative Services 
 
 
Trained in the industry working for 
many years in a post production 
environment 
Corporate website, press releases, 
MDA directory and website, 
company brochures, Singapore 
Film Commission website 
Firm 22 
 
Animation Film (AF8) 
(American based) 
 
 
 
 
 
Sales office since 1995/1996 
Development Studio started in 
Dec 2005 
 
>30 staff from all over the 
world including Korea, Japan, 
Taiwan, Singapore, Holland, 
Mauritius, Philippines and 
Canada 
Director (Operations/Localisation) 
 
NA Corporate website, press releases, 
MDA directory and website, 
company brochures 
Firm 23 
 
Animation Film  (AF9) 
1997 
 
5  
Director 
 
NA Corporate website, press releases, 
MDA directory and website,  
Firm 24  
Supplier of Technology 
2000 
 
Director of Sales and Marketing 
 
Crossed over from Kodak Motion 
Picture to GDC Technology Pte Ltd 
Corporate website, press releases, 
MDA website 
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20 
Independent Film (IF 1) 
 
2002 
> 50 (Project basis) 
Producer and Director 
 
 
Degree in Law, National University of 
Singapore. 
Corporate website, press releases, 
MDA directory and website, 
Singapore Film Commission 
website 
Independent Film (IF 2) 
 
 
 
 
 Independent Film Maker 
 
 
Degree in Law, Oxford University, 
UK. Photography, and MFA in Film 
and Video, Northwestern University, 
Illinois, US. Worked for a few years at 
MediaCorp Singapore (the leading 
broadcasting network in Singapore). 
Corporate website, press releases, 
MDA directory and website, 
Singapore Film Commission 
website 
Government Institution 1 
Media Development 
Authority (MDA) 
 
Government Institution 2 
 
Media Development 
Authority (MDA) and 
Singapore Film 
Commission (SFC) 
2003  1. Assistant Director, Digital Media & 
Publishing Industry Development Division 
 
 
2. Director of  
Broadcast and Film Development and  
Director  of Singapore Film Commission 
NA 
 
 
 
 
NA 
Corporate website, 
press releases 
 
Corporate website, 
press releases, 
Singapore Film 
Commission website 
Government Institution 3 
Economic Development 
Board (EDB)  
1961 Senior Officer, Media and Digital 
Entertainment Infocomms and Media Cluster 
  
NA Corporate website, press releases, 
Singapore Film Commission 
website 
Government Training 
Institution    
Ngee Ann Polytechnic 
School of Film and Media 
Studies 
1989 Course Manager/Lecturer 
School of Film and Media Studies 
 
 
 
 
NA Corporate website, 
press releases, 
Singapore Film 
Commission website, 
MDA directory and 
website 
Commercial Training 
Institution  
Digital Media  Academy 
(Commercial Media) 
 
2003 Managing Director  and 
President of the Independent Television 
Production Companies (AIPRO)               
 
NA Corporate website, press releases, 
Singapore Film Commission 
website, MDA directory and 
website 
Independent Arts Centre 1 
 
1990 Artistic Co-Director 
 
Degree in English Literature, 
University based in Canada. 
Corporate website, 
press releases, 
Singapore Film 
Commission website, 
MDA directory and 
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Substation 
 
website 
Government Cultural 
Institution 
 
Singapore National 
Museum 
 
Substation 
 
1887 
 
 
 
 
 
1990 
Assistant Manager for Programming 
 
 
 
 
Previously Program Manager of Moving 
Images, Substation 
Diploma in Film and Media Studies, 
Ngee Ann Polytechnic, Singapore. 
Worked in the industry for a number of 
years before crossing over to become 
Program Manager of Moving Images, 
Substation and then Assistant Manager 
for Programming, the Cinematheque of 
the Singapore National Museum.  
 
Cinema Exhibitor and 
Distributor 
 
Singapore Film Society 
(SFS) 
 
Singapore Film 
Commission (SFC) 
1992 
 
 
1958 
 
 
1998 
Managing Director 
 
 
Chairman of Singapore Film Society 
 
 
Member of Singapore Film Commission 
 
 
Degree in Business Administration, 
National University of Singapore. 
Previous jobs include cinema manager, 
General Manager of a marketing 
research company, and Vice CEO of 
MediaCorp (the leading broadcasting 
network in Singapore). 
Corporate website, press releases, 
Singapore Film Commission 
website, MDA directory and 
websites, SFS and SFC websites 
Independent International 
Short Film Distributor 1 
 
2002 
 
4 
 
 
 
Manager 
 
 
 
 
 
 
Degree in Arts, Laselle-SIA College of 
the Arts, Singapore and Arts 
Management Diploma, Temasek 
Design School, Singapore. Worked in 
the industry for many years before 
starting this company. 
Corporate website, 
press releases, 
Singapore Film 
Commission website, 
MDA directory and 
website 
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